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Abstract 
Using a collective biography method informed by a Deleuzian theoretical approach (Davies 
& Gannon, 2009), this paper analyses embodied memories of girlhood becomings through 
affective engagements with resonating images in media and popular culture. In this 
approach to analysis we move beyond an impasse in some feminist cultural studies where 
studies of popular culture have been understood through theories of representation and 
reception that retain a sense of discrete subjectivity and linear effects. In these approaches, 
analysis focuses respectively on decoding and deciphering images in terms of their 
normative and ideological baggage, and, particularly with moving images, on psychological 
readings (Coleman, 2011; Driscoll, 2002). Understanding bodies and popular culture through 
Deleuzian notions of ‘becoming’ and ‘assemblage’ opens possibilities for feminist 
researchers to consider the ways in which bodies are not separate to images but rather, are 
known, felt,  materialised and mobilised with/through images (Coleman, 2008, 2009, 2010, 
2011).  We tease out the implications of this new approach to media affects through two 
memories of girls’ engagements with media images, reconceived as moments of embodied 
being within affective flows of popular culture that might both limit and extend ways of 
being and doing girlhood.  
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Introduction  
 
One of the tensions that frames our work is how to recognise the materiality of living 
particular gendered and age-based lives in specific times and places, while at the same time 
being located in a post-liberal humanist space where subjectivity is understood as 
indiscrete, shifting and unbounded. Another tension that arises in our work is in regards to 
popular culture and girlhood. We aim to produce research that recognises that certain 
images, media and popular cultures are important to many  girls’ investments in their self, 
their body and their social world, yet, at the same time, we want to open up ways of 
thinking about girls’ bodies, media and popular images in non-deterministic ways. The 
problem as we see it is that the idea of a theory of the image, a theory of the body, and a 
theory of the girl subject, all presuppose liberal humanist notions of the image, the body, 
gender and age, and the related oppositional or binary models of body/image, 
subject/object (Bray & Colebrook, 1998; Coleman, 2008, 2011). The work of the feminist 
critic has long been the imperative to retrieve the feminine body from its conventional place 
in Western philosophy as the object devalued by masculine logic (Bray & Colebrook, 1998). 
Overcoming somewhat old fashioned forms of feminist criticism that take an anti-
representational stance towards popular culture as primarily passive, repressive and 
negating, much contemporary feminist criticism suggests that audiences read popular 
culture images and media in multiple and generative ways, ‘against the grain’, and/or that 
they produce their own images to counter this logic and to empower and assert their selves. 
There is a firm belief within this scholarship that more alternative images , for instance, of 
being girl or being gendered and age-based subjects (not to mention racial, sexualised, 
classed, etc) need to be produced and circulated .  
 
While sympathetic to this argument, and while being mindful of setting up polarising 
debates in this regard, we want to move away from this way of thinking – and away from 
‘the problem of representationalism’ – in our thinking about girlhood and media images. In 
order to do so we place emphasis on our conceptual regimes, criticising our ingrained ways 
of thinking and our theoretical tools, rather than criticising either the image, the producers 
of the image or the (girl) spectator per se. We carry out this task in three interrelated ways 
in this article. Firstly, we employ a Deleuzian framework, which enables us to overcome 
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oppositional models including body/image, subject/object by placing emphasis on process, 
relationality and transformation through ‘becoming’. Such a model understands images, 
bodies and subjectivity ‘not as separate and separable entities (subjects and objects, for 
example) between which relations operate, but as constituted through their relationality’ 
(Coleman, 2008: 163). We turn our attention to the ways in which gendered and age-based 
bodies might come to be known, understood and experienced through images, that is, the 
ways in which ‘the body’ becomes through relations with media images, and how the body 
and the image emerge and move as an affective assemblage. Secondly, we adopt a 
collective biography methodology (Davies and Gannon 2006, 2009), which enables us to 
focus on the embodied practices of gendered subjectification through a research process of 
collaboratively generating, writing, revising and analysing collective memories. Thirdly, 
while we provide several of the stories and insights around those stories that emerged 
through the collective biography workshop1, we also turn our critical eye/s onto the 
affective assemblages that are created through the collective biography process. How the 
‘diverse subjectivities of group members shapes how the group engages with and responds 
to particular stories’ (Gonick, Walsh & Brown, 2011: 741) is key here, as are the knowledges 
that come to be (re)made around gendered subjectification.  
 
 
Collective Becomings: Images and ‘the body’ 
 
One of the key readings of our collective biography workshop was Rebecca Coleman’s 
article ‘The Becoming of Bodies: Girls, media effects, and the body image’ (2008). Like us, 
Coleman’s aim is to challenge the possible ways in which the complex relationship between 
girls’ bodies and images are conceived. Coleman first assesses feminist empirical work that , 
she argues, is underpinned by an oppositional model of body/image and subject/object. This 
model sees the body and the image as separate, and understands the image as having a 
(usually negative) effect upon the girl subject (normalised as vulnerable). Relying on and 
                                                                        
1 The workshop was held at Hawks Nest, NSW in June 2011 and was funded by an Association of Canadian 
Studies in Australia and New Zealand Grant held by Gonick, Gannon and Lampert. Participants were Bronwyn 
Davies, Melbourne University; Catherine Camden Pratt and Susanne Gannon, University of Western Sydney; 
Marnina Gonick, Mount Saint Vincent University, Canada; Kristina Gottschall, Charles Sturt University; Jo 
Lampert and Kelli McGraw, Queensland University of Technology. 
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reinforcing the relationship between media and audience as transmission and effect, this 
approach all-too-often simplifies the complex relationship between bodies and images. As 
feminist theory has shown us, ‘women’s bodies are both subjects and objects of images and 
do not exist as an entity that is secure and bounded from images’ (Coleman, 2008: 164: 
Betterton, 1996 in Coleman). Thus, the binary between body/image and subject/object is 
ultimately unhelpful in that it ‘obscures the ways in which bodies become through their 
relations with images’ (Coleman, 2008: 164). Calling for a shift in our thinking, Coleman 
suggests that contemporary feminist research should attend to how bodies and images are 
entwined, via a ‘constitutive relationality’ that can be seen in terms of affect (rather than 
effect), that is, through the ‘ways in which bodies both affect and are affected by other 
bodies and, further, becoming through these affects’ (Coleman, 2008: 174; Deleuze, 1992). 
In this sense, it is not the images that have negative effects on the vulnerable bodies of girls 
per se, because since there are no clear divisions between them, rather the girl body + the 
image equals an affective assemblage.  
 
This assemblage/s feels, moves and is always in a process of becoming or multiplicities 
(Deleuze & Guattari, 1987), inter-connected with each other and with the multiple entities, 
things and affects around and through them. A body is not a human subject who has 
relations with images, but is part of an assemblage constituted through a multiplicity of 
forces including bodies and images that are mobilised through desire. What we have 
conventionally called the human subject may seem to be emergent through these relations 
however for Deleuze, the ‘desiring machine’ of the assemblage has no subjectivity and no 
centre. Rather it can be understood as a ‘hub of connections and productions [that] 
deterritorialises and presents the possibility for transformation, proliferation and becoming’ 
(Jackson & Mazzei, 2012, 88). Coleman argues that feminist critics should not ignore the 
fluid and dynamic becomings of bodies as they are key to how bodies might become 
differently. Rather they might trace how bodies are interconnected with multiple and 
diverse desires, and ‘never separate from [their] relation with the world’ (Deleuze, 1992: 
628; Coleman, 2008: 168).   
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This different way of understanding bodies and images reminds us of the feminist ethics 
posited by Bray and Colebrook (1998), also heavy indebted to Deleuze.  Bray and Colebrook 
argue that Deleuze offers feminism the possibility of a ‘positive active and affirmative 
ethics’, one that is not about the ‘imposition of norms, nor the negation of law’, but an 
ethics concerned with the ‘way in which bodies become, intersect, and affirm their 
existence’ (1998: 36). What is required here is to turn one’s theoretical eye onto the 
‘feminine body’ not as a an effect of representation as a result of discursive regimes 
negated by patriarchal and phallocentric orders, but rather, to see the body, now under 
erasure, as a part of an assemblage, or an ‘event of expression’ (Bray and Colebrook, 1998: 
36). Bray and Colebrook argue that the work of Deleuze (and Guattari)offers a ‘nonreactive 
feminist ethics’ (p39) in that this ethics does not ‘appeal to the repressed, silent, innocent, 
or negated feminine but approaches sexual difference as a site of practices, comportments, 
and contested articulations’ (p37).  This ethics  seeks to: 
 
…think the body beyond the problem of representation. That is, the body is not a 
prior fullness, anteriority, or plenitude that is subsequently identified and organised 
through restricting representations. Representations are not negations imposed on 
otherwise fluid bodies. Body images are not stereotypes that produce human beings 
as complicit subjects. On the contrary, images, representations, and significations (as 
well as bodies) are aspects of ongoing practices of negotiation, reformation, and 
encounter (p38). 
 
Following this, a feminist account of becomings through media images should focus on the 
specificities of becoming, the series of events and connections surrounding that assemblage, 
and how the extensions and limitations of becoming are produced through particular 
relations between bodies and images (Coleman, 2008). This would include the practices and 
affects intrinsic to the fashioning of a girl body and its related subjecthood, imagining 
different possibilities for the gendered and age-based subject, and tracing how these 
experiences limit or extend becomings. Critical of those misreading Deleuze as a theory of 
unbounded possibilities, Coleman posits that the becoming of bodies, or their ‘actualisation’ 
on the plane of the virtual,  is ‘not the realisation of an infinite set of possibilities but an 
actualisation of a finite set of possibilities’, albeit potentially new possibilities (Coleman, 
6 
 
2008: 176). The work of the feminist researcher is to follow flows of affect through the 
‘becomings that relations with images produce and to examine the ways in which bodies 
become through affects that might be conceived as ‘impossible’’ (2008:174). 
 
As a research method, collective biography is useful in the task we set for ourselves in this 
regard as it facilitates particular ‘memory work’ (Davies & Gannon, 2006: 8) and writing, 
reading and debate around this memory work, which is focused on  lived experiences and 
understandings of being gendered subjects. The production of a text or texts through which 
meaning is made and remade puts the ‘process of selving’ under scrutiny, rather than the 
‘particular details about individual selves’ (Davies & Gannon, 2006: 7). Collaborative work 
with memories does not treat memories as reliable sources of truth, nor are they seen as 
more or less valid than texts created in other approaches (Davies & Gannon, 2006). Rather, 
this methodology enables the space to produce a multiplicity of truths about the felt 
experience, so that the ‘very unreliability of memory’ becomes key to ‘developing 
imaginative strategies to get close to events long past, as though they were being re-
experienced’ (Gonick, Welch & Brown, 2001: 742). The aim of storying the memory is to 
make the memory come alive for the listener/reader in such a vivid and affective way that 
‘others can extend their own imaginable experience of being in the world through knowing 
the particularity of another’ (Davies and Gannon, 2006: 12). The subject of collective 
biography is conceived as ‘emergent in each moment, moments that are simultaneously 
discursive, relational and material. Each subject is one facet of a whole much greater than 
individual selves and much bigger than human lives alone’ (Davies and Gannon, 
forthcoming). The aim is to construct memory-stories that ‘register and resonate affectively 
in the bodies of the listeners’, that are both ‘intensely real and de-individualised’ and that 
thus work ‘with the intensities and flows that, collectively, move us’ (Davies and Gannon, 
forthcoming).  It is also important, though, as Gonick, Welch and Brown (2011) point out, to 
be cognisant that sometimes the listener/reader might struggle to identify with the story 
and feel a sense of ‘incommensurable difference’ (p743) in the storying and critiquing 
process. And so, like Gonick, Welch and Brown, we aim to pay attention to the dynamics 
and (im)possibilities of collaborative feminist research work in the very act of doing it.  
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In what follows, we provide collective memories of girlhood framed by our reading of the 
Coleman article and the prompt: remember a time when you became aware of the multiple 
possibilities of fashioning a body, and the way/s that this becoming was bound to an 
affective connection with a resonating image in popular culture. After each story, we 
present some insights and tease out moments of embodied being informed by, and as a 
response to, this feminist cultural ethics highlighted above. Lastly, we offer a reflection of 
this collective biography process, revising and writing back to these stories as we attempt to 
account for how bodies might become with/through the popular culture image, and to the 
affective connections that might be said to limit and extend upon the ways of being and 
doing girlhood.  
 
In contrast to Coleman’s work which focused on personal photographs and teen magazine 
images, the images that were evoked in our memories were complex multimodal texts with 
interwoven and moving visual and audio components. Perhaps with more intensity than still 
images are able to, the video clips and films that were referenced in our memories deployed 
narrative conventions such as character and events that are plotted through time. In the 
affective assemblages that the girls in our stories enter into with these media images, 
narrative possibilities and dimensions of fictional characters become part of the dynamic 
flow of the becoming within which each girl realises herself as a particular subject. The first 
story captures the moment when a young child enocunters a new mode of doing girlhood in 
a music video on her television screen, and takes this into her body in an affective and 
enabling explosion of future possibilities. The second story describes the rituals of two 
teenage girls going to a party . In this story, the girls materialise particular characters from a 
cult film in their own bodies through complex and deliberate repeated performances that 
incorporate costumes, makeup, gestures, language, audiences, attitudes and interactions, 
and material sites of desire and sexuality. Together they demonstrate the dynamic 
particularities of each girls’ affective engagements with media images from popular culture, 
and the continuous and interwoven becomings of girl subjectivities.  
 
‘A thousand swirls of colour’ 
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Jumping on the bed and singing into a hairbrush, the seven year old girl suddenly froze. She 
could hear that cool song from the tape with Cyndi Lauper, Madonna, The Bangles and 
Bananarama on it that her Adelaide cousin had dubbed for her. The familiar tune was 
coming from the TV in her Grandma’s lounge room. Bounding off the bed and running fast 
on her chubby legs down the corridor, the girl bursts onto the rug and stands looking up at 
the TV on its high wooden stand. Fixed on the screen, the girl’s eyes and ears are wide open. 
Each one of her hairs stands on end and her skin tingles. She stops breathing. Although 
standing perfectly still, the girl’s insides cartwheel and her head burrs.   
 
Cyndi’s hair was huge and frizzy and crimped and dyed bright red (red, not blonde!) and it 
was shaved on the side. She had bright make up on – greens and orange, high up to her 
brow and dark pencil forming a curl at the corner of her eye. Neon nail polish. She wore a 
sleeveless formal dress but it was the way it was worn! The girl had never seen anything like 
that: a wide plastic belt,  stacks of bangles on the arm, torn fishnets, uneven tulle, plastic 
beads, indistinguishable layers of stuff, shiny vinyl high heels. And Cyndi conga-ed through 
the rooms of her parents’ house, loud and large. She pushed past her angry father, flung up 
her skirts, kicked up her legs, threw her head from side to side and pulled up her lip. People 
off the street poured into her house and followed her into a party in her bedroom.  ‘Girls just 
wanna have fu-un!’, she sung,  ‘Oh girls just wanna have … that’s all they really want … fun!’ 
 
... Now unable to stand still and hopping from foot to foot, arms flailing, the girl felt that her 
skin would split open and a thousand swirls of colour would do a dance right there on the 
rug.  She didn’t know how, but she sensed that everything was, from now on, different.  
 
Practices of ‘girlhood’?: Intensities, flows and speeds 
This story potentially works on multiple levels and intensities including: the young girl 
wanting to be more ‘grown up’ and looking to an older female as role model; the adolescent 
wanting to defy convention and adult authority figures; the ‘Gen X’ subject intimately 
relating to and (self) regulating through music TV and youth culture; the female body as 
object of desire, and as desiring; the feminist critique that might see the interaction as a 
negative one, effecting the vulnerable girl in ways that might weigh heavily on her body 
image; the (post)feminist critique that might see the interaction as a positive one, where the 
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girl constructs and asserts a girl body from the popular culture images available to her; and 
so on. Between these multiplicities is ‘a threshold, an encounter, the possibility of an 
emergent self that comes to recognize itself differently’ (Bronwyn et al’s Hawks Nest paper 
p.7). The body is fabricated out of the materials available, in this case, a popular video clip of 
a certain era. Each of these storylines, however, relies on a liberal humanist sense of the girl 
subject and the popular culture image as separate from each other, the image effecting the 
girl spectator in one way or another. But what if we thought about this encounter 
differently? What if, taking up a Deleuzian sense of becoming, we see the ‘girl body’ and the 
‘popular culture image’ as an assemblage, an affective and fluid body that creates itself 
anew, creates itself into something different? How is this body a desiring machine oriented 
towards the future? Here, then, we would not see a chubby seven-year old girl desiring to 
embody the zany and fun image of 80s pop girlpower, and concomitantly, perhaps, feminine 
desire as lack. Rather, we might see a becoming where connections are made, wherethe 
intensities of action and the dynamism of such practices are realised. In this sense, the ‘girl 
body’ + the Cyndi Lauper music clip (which includes music, image, fashion, story, attitude, 
pop politics, dance, etc) + the rug in Grandma’s house + the TV on its high wooden stand +  
the screen + all the practices of ‘girlhood’ (jumping on the bed and singing into a hairbrush; 
performing; engaging with popular culture/knowledges about popular music etc/TV culture; 
theTV itself and the excitements and engagements it brings; looking at the feminine body up 
on a literal and metaphorical pedestal; fashioning the feminine body; consuming 
normalised, mainstream and alternative feminine images; engaging in the pop feminism of 
girl power) + embodied affects (jumping on the bed and singing; suddenly freezing when 
she hears; bounding off the bed and running fast on her chubby legs; bursting onto the rug; 
standing square on and looking up at the TV on its high wooden stand; being fixed on the 
screen, eyes and ears wide open; hairs standing on end, skin tingling; unable to breathe; 
insides doing cartwheel and head burring; unable to stand still and hopping from foot to 
foot, arms flailing; feeling that one’s skin would split open and do a dance; not knowing but 
sensing the change that had come about) – the temporal, spatial and corporeal aspects of 
this particular encounter equals an affective assemblage that, for a brief moment, moves 
and feels as a new entity,  a new imaginative, creative and joyful becoming-body.  
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Potentially, the liberal human subject, linear, developmental, binaried, rational and 
individual is not seen. Furthermore, the discursive subject, the subject meant to be 
somewhere outside of representation or only spoken into existence through discourse (in a 
Foucauldian or Butlerian sense) is also not seen. By contrast, we see a fresh, excited, 
receptive, tingling, hopping, flailing, breathing or sometimes not breathing entity whose skin 
threatens to split open with the passion and awe of the moment. An entity where anything 
and everything might be different, and where she moves in a thousand swirls of colour, 
dancing across the rug, the room, on lines of flight that are temporal and spatial. The 
profound, relational and contextual experience embodies the thrill of the future, unknown 
and changeable, and, clearly, the process of changing itself. Even the subject of the story, 
the affective assemblage, senses the difference. This is not a rational, all-thinking, all-
knowing knowledge, but a feeling, emotional, corporeal, affective knowledge. It is hard to 
measure, idiosyncratic and escapes quantification. In this way, this is not simply a story of a 
young girl or of young girlhood writ large, but it is ‘girlhood’ potentially reconfigured as 
some thing beyond its own current discursive formations, where closed models of girlhood, 
the body and representation can’t begin to account for its dynamism, its non-human, non-
rational flow and way of shifting. At least, if only for a fleeting moment. This moment 
reconfigures temporality as intuitive, corporeal and oriented to futures that open the young 
girl body in new and what to her are potentially empowering ways, at least for that moment 
in time and space.   
 
In the following story, the future has arrived, as it were, as the teenaged, grown up girl flows 
with her friend Susan into a Friday night world that is contingent on mobile subjectivities, 
sexualities and performed identities that are integrally informed by popular media texts and 
images.  
 
 
‘We laugh until we pee’  
We are in Susan’s upstairs bedroom, listening to Polystyrene from XRay Spex. Susan punches 
her fist in the air, belting out the words: ‘Oh Bondage, Up Yours’. Her mother below can’t 
bear the noise and thumps the handle of the broom on the ceiling, which is the floor to 
Susan’s bedroom. ‘Fuck you!’ Susan screams, and turns the volume up louder. ‘Come on’ she 
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commands me, and we go into her bathroom. Susan’s hair is short, afro-ed and wiry. She is 
not an attractive girl, but she pays great attention to her face cream. She only uses Clinique, 
whereas I use no products at all, and in many ways takes more care of herself than any other 
17 year old I know. Tonight she is channelling Marcel Marceau. She puts on a striped jersey, 
jeans and paints her face with white face. She has taken a class, and can mime crawling 
through a window, opening up a box, climbing the rungs of a ladder and handing me a 
bouquet of flowers.  On Saturdays she goes off to practice with her pipe band, and plans to 
perform in the Scottish tattoo, despite being herself an Italian high school drop out. We plan 
to go to England together in the summer. When I told her I might not go, she told me she 
knew I’d cop out and to do what I fucking wanted and stormed off. I am at her beck and call, 
but I don’t feel put down. Instead, I feel amazed by Susan’s complete lack of self control. She 
will do and say anything! She doesn’t give a shit what anyone thinks of her. She is brave.  
Tonight, Susan is going to the party as a mime, but I am going to the party dressed as 
Magenta from the Rocky Horror Picture show, which we have seen 4 times since it opened. 
Normally on a Friday night we go to the Carriage House, a gay bar on Carlton Street, and we 
drink Brown Cows and dance to Donna Summer, but tonight it’s a house party. We’re the fag 
hags. Most everyone else will be our gay boys. I look pretty sexy, at least to them. We call a 
taxi since neither of us drives and we play it up for the driver who thinks we are a couple. 
Susan calls me dah-link and I say I have a headache. We laugh until we think we are going to 
pee.  
 
Rather than the singular engagement with the on-screen Cyndi of the young girl, these older 
girls realise themselves as subjects within a constantly shifting media rich milieu of multiple 
texts, brands, images, characters, ways of being with each other and with others known and 
unknown in the wider urban Friday night. The girls become themselves in the world through 
their ‘channelling’ of other more-or-less fictional personas and through their capacities to 
do this collaboratively. The implication in the story is that, despite their respective 
obsessions with particular characters or texts that are being enacted on this particular night, 
other options and personas (with their respective accoutrements of costume, make-up, 
voice and attitude) might be taken up on any other Friday night. Unlike the intense 
individual engagement of the girl+ Cyndi equation of the first memory story, the girl at the 
centre of this story is materialised as a particular Friday night subject in relation with Susan. 
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Indeed it might be said the (the girl + Susan) unit is the ‘prime’ number of the events 
recounted in this story. The story mentions some of the differentiating features between 
the narrator and Susan – Susan uses Clinique, plays in a pipe band, drops out of school, is 
Italian, doesn’t give a shit what anyone thinks of her – some of these implying relatively 
fixed characteristics that might cohere in the identity of Susan beyond any Friday night 
performance, and likewise, implying their parallels in the narrator – not using Clinique, not 
playing pipe band, not being Italian, afraid of what others think. However all of these 
qualities are recalled from spaces and times outside the event of going out on Friday night 
that is the focus of the memory. But the event of Friday night destabilises these categories 
of the everyday. Friday night = (the girl +Susan) + music (Polystyrene from X-Ray Spex, 
Donna Summer, dance, lines of dialogue – ‘Oh bondage up yours’ and ‘Fuck you’, high 
volume) + costume/ make-up/ character (Marcel Marceau – striped jersey, jeans, white 
face, beret; Magenta – corset, lipstick, stockings) + venue (gay bar, house party, taxi) + 
practices (dancing, drinking Brown Cows) + audience (gay boys, taxi driver).  Together in this 
complex intense affective assemblage the girls are so corporeally intertwined that their 
embodied responses – affect, thoughts and bladders – seamlessly align: ‘we laugh until we 
think we are going to pee’. Their separate bodies fall away and their desires become 
simultaneous. 
 
Although it is possible to read this story from a more linear media effects perspective, or 
perhaps through the carnivalesque or through performative theories of subjectification (eg 
Butler, Halberstam), a Deleuzean reading foregrounds desire as a productive force, stepping 
aside from analytical grids of power and abjuring psychoanalytic notions of desire as lack. 
Colebrook explains that ‘it is not as though there are bodies or things that are then ordered 
through power relations. Nor is there a general system of relations, such as language or 
culture, which produces different beings. What something is is its flow of desire, and such 
forces produce diverging and multiple relations’ (p?). Familiar categories of identity, 
including ‘girl’ and ‘woman’, ‘lesbian’ and ‘human’, materialise through relations and flows 
of desire. On the level of the particular in the story recounted above, the narrator as 
Magenta becomes possible in relation to Susan, and the conjoined flows of desire that the 
girls have produced together as they have seen the movie 4 times since it opened. In the 
context of Susan’s acting out as Marcel Marceau, the flows of desire that make her possible 
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in this persona this Friday night are her relations with Marcel Marceau codes and 
conventions that she has practiced and taken into her body from the class she has taken, 
and in the presence of the girl who admires these capacities. Notably for both performances 
to be feasible and achievable, the girls have acquired considerable cultural knowledge. Thus 
the affective assemblage that they become together as Marcel/Susan + Magenta/ narrator 
at the house party on this Friday night extends to other times, places and knowledges that 
are embodied in this moment.    
 
Collective biography as assemblage 
 
We recognise that each collective biography itself forms an intensive affective assemblage 
with particular spatial and temporal configurations, relations between participants, and 
intentions and desires (including those for academic publications and so forth). The stories 
and other artefacts (eg paintings, photographs, performances etc) that might be produced 
or examined in a collective biography workshop contribute to the particularity of each 
assemblage and the potential richness and endlessness of the method. As Frigga Haug and 
her colleagues stressed in their initial memory work methodology: ‘there might well be no 
single, “true” method that is alone appropriate to this kind of work . . . the very 
heterogeneity of everyday life demands similarly heterogeneous methods if it is to be 
understood’ (Haug et al., 1987: 70–71). We have developed collective biography as a 
methodology that works with memories as sites for theorizing, particularly through 
poststructural paradigms, of the operations of everyday life on gendered subjectivities. This 
project continues the recent turn we have made in collective biography methodology to the 
work of Deleuze and others working with materiality and affect (eg. Davies & Gannon, 2009, 
Davies & Gannon, forthcoming).   
 
 
During the workshop and as we began to write this paper some of us wondered, following 
Gonick et al., how the ‘diverse subjectivities of group members shape how the group 
engages with and responds to particular stories’ (Gonick, Walsh & Brown, 2011: 741). We 
wondered if our encounters with stories, texts and bodies through collective biography 
create affective assemblages that might render the diverse and ‘different’ subjectivities of 
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group members redundant. We are acutely aware that feminists have done considerable 
work in theorising gendered identity and creating conceptual resources through which we 
might simultaneously think differences that are nuanced by class, ethnicity, race and other 
categories that impact materially in people’s lives. Some of us are rightly wary of 
abandoning such ways of thinking through lived experience. Rather than see these as 
categorical differences, a Deleuzian approach to identity accounts for these as social and 
cultural codings that do not exist as abstractions but ‘are always immanent to a particular 
situation or environment’, they have avowedly ‘real’ and ‘material effects’ and they are 
taken up to make identity appear as ‘intelligible’ and subjectivity appear to be coherent 
(Brians, 2011, p.133). Our earlier question about the processes of collective biography, 
inspired by Gonick et al’s suggestion that sometimes the listener/reader struggles to identify 
with the story or feels a sense of ‘incommensurable difference’ (p743) raises questions 
about what it means to ‘identify’ with a story. It raises the crucial question for collective 
biography as a methodology of when a ‘personal’ story becomes a collective story and what 
the ramifications of that slippage are. We have claimed that in collective biography the 
mobilisation of affect is crucial. We think that the particularities of the participants and the 
work they do together on any selected topic ensure that every collective biography is 
distinctly different.    
 
In terms of the work we have done in this paper on shifting focus from media or image 
effects on girls to affects, and to an understanding of girls as coming into being as subjects 
through and in relation to images and media, indeed as parts of complex affective 
assemblages or desiring machines, we think that the Deleuzian readings of media affects 
offer more optimistic and open-ended perspectives. Although we would not want to elevate 
or reinsert agency as an unproblematic or wilful achievement, the girls in the two memory 
stories we presented in this paper took media images into their performances of self in ways 
that extend present and future possibilities for girlhood, particularly with what we have 
called ‘the Cyndi Lauper affect’. The story of the girls who ‘laugh til they pee’ emphasises 
the relational and collaborative nature of girls’ affective engagements with media images. 
This is perhaps a more hopeful approach to media analysis. After all, affect ‘gives you the 
feeling that there is always an opening to experiment, to try and see. This brings a sense of 
potential to the situation’ (Massumi, 2002: 211, cited in Coleman and Ferreday 2010: 317). 
15 
 
In different ways, the memories that we have worked with in this paper suggest that 
optimism, affect and potential are as likely to characterise girls’ engagement with media 
images as the more negative effects that are usually cited. 
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